produced artists' books as carefully designed objects available at a price that is closer to massmarket paperbacks than an editioned artwork. The output of Bookworks includes works selected by and developed with guest editors. In this instance, the project was chosen by the curator Nav Haq. Therefore, while treating the work as a comic or graphic novel, 2 it is also an artist's book, a particular manifestation of a project that is but a single element of a broader practice. Plender's use of the comics medium places her in a context of other British artists whose work is exhibited, shown and discussed in mainstream contemporary art fora, and who have also made use of the form. One facet of this use of comics in British contemporary art can be identified in the work of David Blandy, which is orientated towards specific genre forms. Blandy employs a bricolage approach to comics imagery alongside references to anime, soul music, hip-hop and kung fu movies. Comics form part of a varied and expanding set of material forms, including drawings, video and various forms of threedimensional/sculptural elements. In Blandy's work, comics generally mean aspects of Japanese manga, with some aspects of Marvel comics of the 1970s. The imagery is a reflexive blend of retrofuturism and fantasies of lone samurai warriors, which are used to compose 2 For an interesting discussion of the problems of using the term 'graphic novel', see Barbara
John Hargrave in the 1920s. 5 The work was intended to appear as an authoritative display, with reconstructions of costumes and banners. However, it included a video element, revealing Plender's attempts to carry out research. The video also presented reflections on the desires and demands embodied in the Kibbo Kift movement as a recurring idealisation of the past that can be found in moments of nationalist expression, particularly at times of social and economic crises. The reflexive gathering of elements presented in these works is a useful image of how Plender operates as an artist. Her practice is a composite of parts. The relationship of Summerland to this composite of parts can be thought of in terms of a discussion of comics and adaptation by Peter Wilkins: 'Adaptations, illustrations, and even allusive works of art establish a continuity that establishes an ethical responsibility in that they invite the audience to trace their obligation to the prior work'. 6 This may often be the case within individual practices of contemporary art. Traces linked to prior works sometimes not only illuminate and inform the comprehension of a work, but are necessarily required to engage with it. What is specific here is how a noncomics artist uses a comic that becomes part of that chain of ethical responsibility.
Summerland is not Plender's first work to take the form of a comic. The Masterpiece was initially published over five issues, and reprinted as a 24-page single-volume work for a 5 For a recent exploration of this youth movement, see Kathy Ross and Oliver Bennett, there is an attention to faith and belief that is intersected by historical and archival research.
There is also an emphasis upon social formations and political movements, drawn out of the alternatives to their respective ideological contexts. Shining a light on these histories is intended to reflect on the construction of narratives that reproduce the present conditions of neoliberal financial capitalism, and the fallacy that the way that things are is unchangeable.
These are lost histories that feed into the present. The unearthing of alternatives in the past is performed as a demand for alternatives in the present. Summerland exemplifies the ways in which Plender links together dream geographies with political ones, through historical and archival excavations. Echoing Plender's use of her own voice in the video element of her work on the Kibbo Kift, the presentation of the narrative through fictionalised historical characters performs a questioning of the veracity of historical information. In both works, the emphasis on subjective voices is suggestive of a claim for authority that is undermined by the personal and the absence of institutional legitimation.
The printed form of A Stellar Key to the Summerland is something of an unusual shape for a comic. The small size of 12.5 × 18 cm and slightly irregular dimensions/ratio dictate a structure to the pages, with generally either a full-page spread or two wide panels operating as a standard format. The text is in an unnamed font, clearly printed rather than handwritten or hand-designed. There are two fonts used. One is a standard font for speech bubbles, and an italicised text for captions. These are subtle points of signification, markers that perhaps indicate that this is not really a comic, but maybe instead demonstrate that this is an artist's book. A strange addition to the back cover of the book has a preview of a work called
Summertime Ends. This is described as a story about the Kibbo Kift. However, the book was never published, and the preview reads as a fictional promotion, self-consciously trying to position this book as something else, as a commercial form through a fictional conceit within the work.
Another fictional conceit is the textual introduction, printed over two pages in a barely legible small font. It is credited to Andrew Jackson Davis, via a spirit medium named Gladys
Carr. The opposite page is a spread, decorated with ornamental banners (Fig. 2 ). These kinds of decorative pastiches, reminiscent of nineteenth-century pamphlets and book frontispieces, are a familiar trope in Plender's work. 9 There are named characters depicted on this page, the Plender's practice is resonant in its insistence upon a decentralised approach, using drawing, archival excavation, historical research, performance, curating and gallery-based research. Her practice also suggests a crossing of seemingly opposed elements: the mystical and the political, a sense of overlap and intersection that is echoed by the crossing of gallerybased work with printed graphic elements. Plender sets up tensions between the esoteric and social reality, between historical excavation and the political present and the importance of orientating this present towards the future. These interests are performed within an attentive but expanded approach to the idea of medium. This may be read as a pun, given the thematic territory of Summerland, but the idea of medium resonates with an ongoing set of debates around medium that have been set out by art historian Rosalind Krauss. 12 an archival model of research, with 'one object of inquiry leading to another', 14 in a process that Godfrey views as an invitation to viewers to 'think about the past', 15 to make connections, to join elements together and to consider more general representations of the past in a wider culture. This is certainly a useful impulse in thinking about Plender. Her model of historical narrative functions in part as an alternative to 'the ways in which the past is represented in the wider culture'. 16 However, as an artist using comics, Plender is already, perhaps unknowingly, drawing upon an archival and reflexive narrative authority of comics. Comics can be a source of authenticity as a narrative medium, often demonstrating reflection and criticality, but loaded with a kind of subjective immediacy. 17 This has seen the medium used for writings of history, which certainly applies to Summerland. More accurately, Summerland is situated between the in French-Language Comics. 23 Howell explores forms of resistance and rewriting, with notions of repair and the problematising of secondary school teaching practices in France.
Comics, in opposition to mainstream forms of education and memory transmission, offer new and productive dialogues. 24 This is an ideal description of what is at stake in Summerland.
The use of comics is part of a strategy that incorporates sequential visual narrative as a corollary to object-based spatial elements of gallery practice, as part of the same ongoing 
